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Mobilizing	Red-White-Blue	In	2005,	the	year	following	the	museum	exhibition,	the	Red-White-Blue	bag	was	proudly	displayed	in	the	Hong	Kong	pavilion	at	the	51st	Venice	Biennale.	Stanley	Wong	was	chosen	as	one	of	the	two	artists	to	represent	Hong	Kong	with	a	Red-White-Blue	art	installation.	The	pavilion	featured	a	Hong	Kong-style	teahouse	with	window	frames	and	walls	entirely	covered	in	Red-White-Blue	fabric.	The	exhibition’s	theme	was	an	‘investigation	of	a	journey	to	the	West	by	micro	and	polo’.20	It	loosely	referenced	Marco	Polo’s	travels	from	Europe	to	East	Asia.	In	this	regard,	the	two	selected	Hong	Kong	artists	travelled	west	in	the	computer	age.	Wong	represented	‘micro’	while	the	other	artist	embodied	‘polo’.	By	creating	an	installation	based	on	Hong	Kong’s	teahouses	–	another	important	symbol		of		the		city	–	Wong	addressed	the	importance	of	face-to-face	communication	for	society	in	the	micro-technological	age.21	Accordingly,	the	teahouse	was	intended	 to	 re-establish	human	 contact	 in	 the	
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hope	 that	 interacting	with	others	over	a	cup	of	tea	would	help	people	to	reflect	on	societal	issues	and	to	regain	focus.	The	juxtaposition	of	tea	drinking	on	the	one	hand,	and	Red-White-Blue	on	the	other,	further	fortified	the	material’s	iconic	status	to	the	world.		Following	Wong’s	successful	revamping	of	Red-White-Blue,	more	local	artists	were	inspired	to	use	it	as	a	material	in	their	artistic	productions,	leading	to	a	mushrooming	effect	that	reinforced	its	cultural	significance.	Popular	culture	has	also	taken	its	inherent	symbolic	meaning	to	an	expanded	audience.	In	2013,	a	social	enterprise	called	rwb330	was	established	to	promote	the	spirit	of	‘Positive	Hong	Kong’	through	Red-White-	Blue.	This	non-profit	organization	is	a	collaborative	project	between	the	New	Life	Psychiatric	Rehabilitation	Association	(New	Life)	and	the	Urban	Renewal	Authority	of	Hong	Kong.	It	supports	holistic	health	and	helps	people	recovering	from	mental	illness	to	integrate	into	society,	and	hence	to	achieve	self-reliance.	Products	made	from	Red-White-Blue	 sheeting	are	hand	crafted	by	participants	in	New	Life’s	sheltered	workshops,	and	then	sold	in	stores.22	Here,	the	textile	is	taken	to	represent	the	organizational	idea	of	a	positive	Hong	Kong.	In	the	words	of	the	rwb330	collective,	Red-White-Blue	is	omnipresent,	at	construction	sites,	hawkers’	stalls,	Lowu	border,	and	every-	where.	It	witnesses	the	economic	boom	in	the	60s–70s	when	Hong	Kong	people	were	striving	for	life.	Accordingly,	the	rwb	homecoming	bag	evokes	collective	memories	embodying	the	industrial	story	of	Hong	Kong.23	Here	again,	to	the	people	of	Hong	Kong,	Red-White-Blue	is	seen	as	a	metaphor	for	fortitude,	adaptability,	and	industriousness.		An	attempt	to	foster	holistic	health	by	means	of	a	piece	of	 cloth	endowed	with	symbolic	meanings	may	seem	novel,	even	wacky.	The	case	in	point	is	that	during	the	process	of	indigenization,	Red-White-Blue	cloth	was	widely	embraced	by	the	people	of	Hong	Kong	as	being	emblematic	of	their	collective	memory.24	When	the	city	faced	the	possible	loss	of	its	cultural	identity,	the	preservation	of	values	and	portrayal	of	a	common	des-	tiny	were	called	in	as	saviour.	When	history	has	been	misrepresented	and	partially	erased,	holding	on	to	old	artefacts,	monuments,	and	historic	sites	allows	the	community	to	affirm	its	own	past	and	its	sense	of	belonging	to	a	particular	geographic	locale.25	The	transformation	of	Red-White-Blue	into	an	artefact	from	Hong	Kong’s	industrial	past	–	first	as	a	manufacturing	hub	with	gigantic	clothing	and	textile	industries	in	the	1960s	and	1970s,	and	then,	having	overtaken	Italy,	as	the	world’s	largest	clothing	exporter	in	1973	–	was	completed	as	Hong	Kong	became	a	white-collar	city	with	major	financial	and	professional	services	starting	in	the	1980s.	Since	then,	Hong	Kong	has	become	an	important	financial	
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